
Guillaume Adjutor Provost
SLOW READERS, argument n°1

My art explores social, historical, and familial links through pictorial 
structures, tools and performance acts, converging place, action, 
material and time, which catalyzes an exchange from inhabitant to 
participant and utilizes precise gestures and rhizomatic metaphors. 
My work elaborates on new connections between ‘fiction’ and ‘non-
fiction’ and is compulsively led by my need to reconfigure borders 
and identities.

Every performance that I have presented is based on the idea of 
what is lost in reconstitution. I am interested in how a subjective 
interpretation of a historical or familial event can be transformed into 
an abstracted, conceptualized piece of work. My performances are 
intimate scenes and are influenced by the context of their creation, 
whether it is through the relationship that I share with a public or 
through an intimate, individual interaction. 

The performance SLOW READERS, argument n°1 relates to the hidden 
messages that we can find within spiritual lyrics from the mid 19th 
century. I take as an example the song “Steal Away to Jesus” composed 
by Wallace Willis around 1862. That song represents how the  
spiritual aspect was abstractly coded for the purpose of clandestine 
communication. I wish to investigate these residual fragments of 
communication through nervous gesture and minimal voice interplay. 

Corina Kennedy
cheer sir or madam

In cheer sir of madam thousands of words worth of hand-made 
text confetti are produced, piled and strewn. The technique I have 
developed in making the confetti is a repetitive and meticulous one 
that comprises the following steps: letters are first embossed onto the 
paper using a typewriter in which the ink ribbon has been removed. 
An oil paint stick is applied onto the sheet and then rubbed down 
with tarlatan, working the paint into the crevice and rubbing the 
excess off of the surface, making the letter legible. Finally each letter 
is punched out using a one-hole hole-puncher.
 
The sentences typewritten are passages from a variety of letters to 
personal acquaintances and near-stranger contacts. A letter to a 
long abandoned pen-pal, condolences to a friend, a reply to a day-
to-day work email, a postcard home to my mother, a proper ‘so long’ 
to an ex-partner, a recap of the day to a current one, a confession of 
an unrequited love to a surprised source; all possible types of typed 
communications. However all are miscommunicated because they 
are only really legible for a few moments before being punched out 
into handfuls of confetti, tossed and lost letters. 

I am interested in the contrast between the labour-intensive nature 
of the production and the short-lived spirit of the object created. 
Thoughtfully constructed phrases break down into endless inco-
herent abbreviations and mumbles while connotations of group 
celebration become confused with embedded messages of sorrow 
or secrecy.

Sophie Castonguay
You took the words right out of my mouth

When I watch a performance, I’m fascinated from the moment it be-
gins: the moment that the performers assume their stage personas 
and then, the moment they return to being their own selves. I work 
within these tensions. I stretch out at the opening and push back 
into the end. I go back and forth within a performance which never 
starts, and the anticipation of an ending which never arrives.

Sophie Castonguay creates a performance where she is the director  
and the audience are the performers. Under her direction of 
spoken words, she creates moments of expectation, choosing and 
delegating the role played by each person. In this performance, she 
constructs the impossibility of removing representational spaces, 
regardless of how insignificant these spaces are.

julia d. mensink
Maybe It Was Nothing

We were both there. Don’t you remember when I sang to you? 
Did you forget? That wasn’t the best gift I ever gave you. I always 
cleaned the toilet. You always said you wanted to. 

We forget to remember and remember to forget, choosing exactly 
what it was about ___________________that was significant. Maybe it 
was nothing. Maybe it was The Most Important Thing.
   
This project explores the divergent versions of a single memory 
made possible once our experiences have been shaped, mangled 
and filtered by the art of human habit.

The subject I have asked to be part of this experiment in memory is 
also my former boyfriend of four years, who is now a close friend. 

Through our lectures you will understand one day in our lives. One 
day we shared a bicycle ride; we shared food and we talked. This 
was just one day. You might say it was a day like any other. Why 
should it be different? It becomes an oddity only under scrutiny.

On this day we both had our cameras. We took pictures of each other, 
one talking and the other watching the sky, one sighing, watching 
the other, who might have looked troubled/pleased, and through 
these photographs we have constructed each other’s narrative.

Stacey Ho
GROOP MEDITEHSHUNS

A series of three exercises based around involuntary movement. By 
observing each other’s breathing, blinking, and heartbeats, perform-
ers become aware of their (co-)existence. These observations are 
translated into gesture and sound.

bodies > entropy
Two performers, a generation or two apart, listen to each other’s 
pulses. By using their voices to sound out each other’s heartbeats, 
the performers present the human voice and cardiovascular system 
as it changes over time.

Nikolai’s slap piece
Two people stare at each other, hitting a cymbal whenever the other 
person blinked. Nik said it was funnier to have performers slap each 
other in face, and I thought he’s probably right.

breathing circle
A small group of people gather and watch each other breathe. The 
modulations of inhales/exhales combine to create asymmetrical or 
synchronous patterns of notes and harmonies. Breathing is a funny 
movement because it can be consciously controlled, or not.

Henry Adam Svec
The Lost Stompin’ Tom Song
 
“Folk music is not about press, resumés, schmoozing, or price tags.  
Its purpose is to foster authentic being-together.” 
    – Staunton R. Livingston

For decades, Stompin’ Tom Connors has attempted to unite Canadians 
in song. His “The Hockey Song,” “Sudbury Saturday Night,” and “Bud 
the Spud” – among many others – have spoken across the rural and 
the urban; they have both lassoed and amplified his nation’s spirit. 
Although it is not often celebrated or discussed, however, there was 
a moment in Tom’s aesthetic development when he opened up 
his craft to other possibilities. “The Lost Stompin’ Tom Song”, which 
folklorist Henry Adam Svec has recently discovered is not the whole 
story of Tom’s latent tendency away from flag-waving, is a significant 
document for the archeological study of world-historical conscious-
ness, which is yet to be written.

The debut performance of The Lost Stompin’ Tom Song will unfold in 
three parts. First, Svec will place the recording he has uncovered into 
historical, aesthetic, and political contexts. He will play the recording 
itself, which Tom made in 1974 on a four-track machine. Second, 
because folk music is about neither celebrities nor individuals (cf. 
Livingston), Svec will perform and discuss some of the other songs 
he has gathered on his many folk-collecting journeys. The purpose 
of this part of the performance will be to locate Tom, not as master 
craftsman or star, but as one amongst many other equally illuminating 
(if generally unknown) voices in Canadian folk music.

And lastly, Svec himself will perform a more accurate version of “The 
Lost Stompin’ Tom Song.” Although the recording Svec discovered 
might seem to be the best document we have of Tom’s original 
intention – for it is Tom singing and playing on the recording – it has 
been clear to many working in the fields of folklore and ethnomusi-
cology (e.g. Altman, 1988; Rough, 2004) that the essence of a song 
cannot be expressed by any particular manifestation of that song. 
Song qua song transcends the historicity of any and all songs. It 
follows, then, that Tom’s recorded performance of “The Lost Stompin’ 
Tom Song” (although important and interesting) is not identical with 
itself. Drawing on very recent research, however, Svec will play what is 
believed to be the real guts of the work in question.
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GUILLAUME ADJUTOR PROVOST is currently pursuing his Master’s degree in Visual Arts at 
the University of Laval in Quebec City. As an emerging artist his work has been exhibited 
and presented in Quebec City, Montreal, Toronto, Germany, Belgium and elsewhere in the 
province of Quebec. 

CORINA KENNEDY received her BFA from Concordia University in 2007 with a major in 
Studio Arts and a minor in Art History. She is the co-founder of Room and Board Gallery, 
an artist-run center showcasing the work of emerging artists. Her work has been exhibited 
in group shows at the Leonard and Bina Ellen Gallery, Art Mur and La Centrale, and in 
the spring of 2009 her work was included in the Montreal Biennale. She lives and works in 
Montreal.

SOPHIE CASTONGUAY studies the subjectivation of gazes and cultural conditioning. She 
creates devices using the voice of the artist as an outside voice for the piece. Using narra-
tive modes she attempts to create interference in the reception of the work and forces the 
spectator to question their position. Her work has been shown in Europe (Paris, Cologne, 
Basel) and in Quebec (L’œil de Poisson, Axe Néo-7, La Centrale, Dare-Dare, Dazibao). She 
holds a Master’s Degree in Creation from UQÀM’s École des arts Visuels et Médiatiques (2007).

JULIA MENSINK is an emerging artist who lives in Toronto and works as a high school English 
and art teacher. Her artwork includes sculpture, collaborative performance, sound/musical  
installation and other mixed media works that explore memory and its muddy parts, 
loss, the archaeology of language, lies and the determination of truth. She is currently 
interested in the space we give ourselves - in all its forms - cosmogony, pecan pie, zines, 
synthesizers, typewriters, your garbage and ugly art.

STACEY HO was raised in London, Ontario and took piano lessons from the age of four 
until puberty. Then she picked up a guitar. She received a BFA from NSCAD University in 
Photography and Media, and now lives in Toronto. Recently, she’s worked on stuff with 
Divorce Records, Palimpsest Magazine, the MacLaren Art Centre, and blogged for Things 
of Desire. She’s working on an audio project called Amah amah. She’s writing about post-
war Japanese writers and Darby Crash.

HENRY ADAM SVEC is a songwriter, actor, and folklorist. He has traveled extensively across 
Canada and the US, documenting authentic folk music and rituals. From 2006-2008 he 
was the resident folklorist at The National Archives of Canada where he famously discov-
ered The CFL Sessions (www.thecflsessions.ca), songs written and recorded by Canadian 
football players in the 1970s. He has also recorded music himself, from the other side of 
the microphone, in the bands Peter Mansbridge, The CBCs, and The Boy from ET. Svec is a 
PhD student of Media Studies at the University of Western Ontario. Aside from folk music, his 
research interests include media theory, the concept of utopia, Marxism, and video games.

Preface to the Performance
By Lisa Visser

Fragments, fleeting words, fights.  You’re not listening to me. 

Misinformed Informants invites emerging artists to answer to the idea of miscommunication, 
misunderstanding, misplaced lines of agreement. Responses range from antiquated expres-
sions of communication to suggestions, covert signals, mis-remembrance and the unapolo-
getically false. Diverse interpretation converges into an overhead problem of mistrust. In 
trusting the informant (who may be misinformed) misinformation is communicated as true 
information. Truth and reality negate the very premise of this performance event. I begin to 
doubt the truth I communicated. And yet: I would never lie to you. But: this is about lies.

This curatorial premise acknowledges the complicated boundaries of curator-performer-
audience relationships and pushes past them. These tensions are apparent in the work of 
Misinformed Informants, and can be as subtle as a gesture, as apparent as a role-reversal, 
or as confrontational as a slap in the face.     

Julia Mensink’s Maybe It Was Nothing brings a tension to the audience/performer role by 
inviting her ex-boyfriend to be a participant. Both Julia and her ex tell a lecture-style story, 
based on their own experiences of the same event. Through the development of the story, 
what becomes clear is the absence of synchronicity in memories, the highlighting of the 
fuzzy parts and the uncomfortable inclusion of audience members into a breakup. The audi-
ence can choose between listening to Julia or her-ex’s side of the story: a literal choosing of 
sides.  How terrible to be brought in to this. I would like us not to fight.

Joshua Schwebel’s piece deliberately misses the mark, or so it was meant to. Relying on the 
accuracy of Canada Post, Joshua mis-addressed his application to the call for submis-
sions. However, a glitch delivered the package to the correct address in a sensible amount 
of time.  In following Joshua’s instructions, I rejected the dossier. Joshua’s cheeky approach 
to the premise has yet to play itself out, but his deliberate determination to accepting and 
then rejecting causes me to question my role as curator. What have I done in creating these 
intentionally missed formations of informants?

In a similar farce, Henry Adam Svec plays with the role of the lecturer and delivers a perfor-
mance rooted in fiction. Stompin’ Tom Connors never wrote The Lost Stompin’ Tom Song. Did 
he? Henry engages the audience in an experiment that questions and abuses the influence 
of authority and the audiences’ desire to be patient, active and honest listeners.

Sophie Castonguay toes the line between performer and director, creating a confusion that 
arises from the conditioned reverence of the audience for the performer and the space 
of performance art.  You took the words right out of my mouth puts audience members 
under the direction of the performer. The audience wants to know what is happening. The 
performer is in control. Is this the performance? Sophie withholds the one thing the audience 
wants: clear communication about what will happen next. Going beyond the unexpected is 
also the under-expected, the under-performed and the under-communicated. 

Stacey Ho invites additional participants in her GROOP MEDITEHSHUNS, a three-part piece 
that draws attention to breathing, blinks and beats. Each performance will have the par-
ticipants respond to one another’s bodies with a gesture, a sound, or a slap in the face. By 
drawing attention to the subtleties of the bodies’ motions, Stacey is over-communicating in a 
way that is delicate and absurd, respectful and brutal.  

The obsessive nature of this over-observant performance is present in Corina Kennedy’s 
cheer sir or madam, a durational performance in which letters are typed out on a typewriter, 
only to be immediately rendered unreadable. Letters of love, protest, and rejection are 
destroyed upon their completion. What remains are mounds of lonely letters of the alphabet, 
without a structure or form. Both antiquated forms of communication and obsession elevates 
these letters until they are objectified and displayed, nearly fetishized.  

Guillaume Adjutor Provost’s fetishization comes into play in a different form, a covert and sug-
gestive gestural work. Guillaume claims a subjective reinterpretation of historical moments, 
changing meanings and communicating a new history. SLOW READERS, argument n°1  is 
based on a song meant to inspire spirituality. Through the performance, the song and it’s 
intent is broken down in subtle movements, hidden meanings and secrets only the performer 
knows. The secret is there.  But we stopped understanding each other long before that. 

The performances in Misinformed Informants break down communication - reducing it to an 
elemental approach. What results is a step-by-step guide on how to mis-communicate and a 
deliberate delivery of misinformation. Each artist claims a unique response, playing with issues 
of trust, structure, defined roles, tensions and obsessions. These are common-place issues. 
Every moment we are faced with the authority of being an informant and of being the in-
formed. Sweet lies for protection, small in nature, keep us from personal disaster. The authority 
of the speaker is consistently abused in a way that is difficult to place and even more difficult 
to accuse. Your word against mine. But I know you’re lying.  I would never lie to you. 

LISA VISSER is pursuing an Interdisciplinary Master’s in Art, Media, and Design at OCAD.

Special thanks to Clive Robertson for the hook-ups, Johanna Householder for the coffee and 
advice, and Shannon Cochrane for a being a model of enthusiasm, dedicated support, and 
superior decision-making skills, to which I aspire. Also thanks to Sarah E.K. Smith for listening to 
all my lies. 

MISINFORMED INFORMANTS

b
eehived

esig
n.com

MISIN 
FORM 
EDINF
ORMA 
NTS


